This essay examines early twentieth-century German representations of men and women in uniform to consider how mass culture allowed individuals to participate in aspects of gender construction. It also reveals how masculinity was increasingly linked to military ideals. The pictures under scrutiny here were made in two significant but as yet under-researched types of pictures: pre-avant-garde photomontaged soldier portraits and popular postcards. Both of these visual forms originated in the 1870s, the decade that Germany was itself founded, and they both were in wide circulation by the early twentieth century. Individualized soldier portraits and postcards offered a glorious vision of a man's military service, and they performed what Theodor Lessing has called Vergemütlichung, the rendering harmless of history. These idealized images of soldierly life were available to a broad swath of the public, but their democratization only extended so far. Representations of women in uniform served to reinforce-through stereotyping and humor-the unquestionably male nature of military institutions and, by extension, of public space. At the same time, by making apparent their own constructed nature, these portraits and postcards offered viewers a glimpse behind the masquerade of masculinity. This essay thus also identifies these images' links to the subsequent work of avant-garde artists and to the National Socialists' return to the ideal of uniformed masculinity.
Pictures have routinely been enlisted to bring populations in line with governmental or political projects. 1 In times of crisis, particular ideological pressure has often been brought to bear on the construction of manhood, which is seen as essentially linked to the ideals of nation building, war, and imperialism. But the complex mechanics of this gender construction, which could signify in allegorical and even contradictory ways, are as yet under researched and little understood. In this essay I examine representations of German military masculinity from the early twentieth century in photography-based, mixed-media portraits and popular postcards. The soldier has been one of the most enduring symbols of ideal manhood, one that has transcended not only time and place, but often social class. This imagery came strongly to the fore in Germany during the early twentieth century, a time when the work of shoring up the unity of this still new nation was intensely under way and while Germany struggled to remain relevant on the international stage of colonialism. 2 As I show in this essay, these images of male bodies reveal a framework of visual technologies and tropes that was deployed to create a specific form of representative manliness.
While I focus on images of the idealized male body in popular visual culture, there are several key comparisons that I make which illuminate the workings of these images. First, when contrasted with representations of these same subjects made by members of the avant-garde, the ideology at work in mainstream military portraits becomes clearly apparent.
Second, my close readings also engage the female bodies that often populated the peripheral regions of visual militaria or which were themselves featured in uniform. Indeed, so much was at stake in creating an inclusive definition of military manliness that the uniformed female body could be used-through gender stereotyping and humor-to define the outer border of this inclusive form of masculinity.
The literature on the representation of women in art and media culture has grown by leaps and bounds over the past half century, yet only more recently has scholarship on imaged male bodies or on the relationship between pictured masculinities and femininities begun to develop into a substantive body of work. In the mid 1990s Harry Brod looked back to the 1920s and the work of psychoanalyst Joan Riviere in order to explore masculinity as a form of masquerade. Brod argues that "the masculine self has traditionally been held to be inherently opposed to the kind of deceit and dissembling characteristic of the masquerade.… Like the American cowboy, 'real' men embody the primitive, unadorned, self-evident, natural truths of the world…. According to the traditional view, only effeminate men would adopt a masquerade." 3 And yet, as Brod points out, masculinities are as much constructions as their feminine counterparts, and they require just as much unpacking and analysis. 4 As I show in this article, in the visual culture of the late nineteenth and early twentieth centuries, there were types of hyper-masculine portraiture made through modern visual technologies that openly revealed their constructed nature to the viewer. Investigating these now lesserknown visual forms allows us to further probe monolithic and unified constructions of masculinity and to imagine how historical viewers participated in a process of imagining modern gender types.
A certain standardization of the male body was an essential part of the development of nineteenth-and twentieth-century military culture. As early as the seventeenth century, soldiers began to wear specialized clothing of a somewhat unified style, but a rigorous system of elaborate dress uniforms and more practical battle uniforms first came into being only in the early nineteenth century, in part in order to distinguish one nation's army from another's. 5 National borders were in flux in nineteenth-century Europe, and it was only in 1871 that Germany became a united country. It did so under Prussian leadership, which was famous for its authoritarianism, military traditions, and general stiff-upper-lip approach. 6 Starting in the early nineteenth century, Prussian schools began to be called upon to introduce sports into curricula to physically prepare young men for military service. Indeed, the military itself soon was considered an essential part of the education system as "School of the Nation." 4 Here he is also drawing on Judith Butler, Gender Trouble: Feminism and the Subversion of Identity (New York: Routledge, 1990 perceived realism and truthfulness. 9 In most cases, any practices that obviously altered the photographic image or portrait were precluded except in a few specific instances, such as art photography or political satire. 10 But starting in the 1870s, concurrent with the founding of the German nation, a new form of portraiture became widely available to soldiers. It was a form that relied heavily on alteration through photomontage. That word "photomontage" was not yet in use at this time, and these would have been referred to simply as portraits or "glued pictures." However, these portraits were one of the earliest wide-spread uses of the cut-and-paste visual techniques that we have now come to commonly refer to as photomontage, so I will call them by this name. 11 Such portraits were based on a readymade composition that was created on a printing press, often in color. By the early twentieth century, these backgrounds were sometimes themselves reproduced photographically.
To make such a portrait, a soldier would go to a local studio and select a composition, often one that had been manufactured by the photographer himself. It might show a domestic interior, a peaceful rural scene, or a vision of quaint town life. Set within this composition would also be an ideal, uniformed body that was ready to receive the soldier's head. Like the background, the uniformed body was also standardized, so that each man who chose this image would have looked identical from the neck down. Once a background had been selected, the photographer would take a headshot, cut the head out, and paste it into the composition. Such portraits could be made on a soldier's own initiative, or they could be purchased together with other members of his regiment; both forms provided a glorified keepsake of the sitter's own particular tour of duty. This attempt to make difficult history more comfortable through representation was clearly, almost painfully, in evidence in the photomontaged soldier portraits. Above all, this process was orchestrated by the portraits' backgrounds, in which setting and soldier body had been printed in advance. In their narrative Vergemütlichung, these backgrounds usually referred to traditional forms of representation including history painting and royal portraiture. For example, in an 1899 photographic portrait by F. Frenkel of Ulan Rafflenbeul, a lancer or member of the light cavalry, the sitter's head has been placed on top of a body that has been colorfully painted over by hand to show the perfection of his uniform (Fig. 1 ).
The setting is photographically reproduced and shows a well-appointed interior that opens directly onto a garden. The column on the left and the swag of velvet at the right are timehonored and standard elements of portraiture for royalty and nobility, common in the work of such well-known painters of previous centuries as Anthony Van Dyke. Through this setting and well-appointed-if somewhat schematic-interior, the cavalry member is instantly granted an approximated vision of a noble history that, prior to the advent of these visual technologies, would have been beyond his means and inaccessible to members of his social class.
One of the most spectacular types of combinatory soldier portraiture was the so-called Dreifachporträt or triple portrait, which unites traditions of representing the heroic individual with those of group portraiture. For example, a portrait of a gunner named Sauerbier from 1911 is a large, high-quality, glossy lithograph showing an elaborate and multicolored scene ( Fig. 2) . The background combines a romantic pastoral landscape with the imagery of monarchy in a compositional mode similar to the Neuruppiner Bilderbogen. These were a very well-known type of informative broadsheet that, starting in 1825, were printed lithographically and in color. The Bilderbogen had multiple frames to convey scenes of contemporary events, particularly wars. 16 All of these elements converge to create a heroic setting that is both general and specific at once. It exalts Sauerbier, but it would do so for anyone portrayed in this picture.
Even more than this portrait's overabundance of symbolic and iconographic imagery, one of its most astonishing elements is its method of representing Sauerbier. Each of the three figures that appear under the brilliant blue lithographic sky presents an aspect of the same man; three photographs of Sauerbier's head have been glued onto the three different bodies. On the left, the cannoneer appears in his dress uniform, a pillar of strength like the oak tree by his side and the architectural columns behind him. At the right he is shown ready for battle with helmet and sword. Finally, in the center this same gunner appears in an equestrian portrait. He signals a call to fight from atop his noble steed, a further fantasy since Sauerbier was neither an officer nor a member of the mounted cavalry and therefore would not have ridden a horse. This three-in-one portrait type is both absurd and a bit uncanny for a viewer of today. Yet the fact that the same face appears in all three poses is this image's strength. Sauerbier is, from left to right, a gentleman-soldier who will serve in war or peace; a man who is valiant and prepared to charge on horseback; and a cannoneer, trained to work the modern equipment that stands at the ready behind him. This triple portrait also parallels another trinity to which Sauerbier is faithful. It appears on a banner wrapping the tree trunk at the left: "Mit Gott für König und Vaterland" (With God for King and Fatherland).
The opposing tree at the right is bedecked with the phrase "Einigkeit macht Stark"
(Unity Creates Strength). This slogan reminds the viewer that Germany was still a relatively young nation in 1911, and that it continued to maintain colonies in various parts of the world; a shoring up of the construction of a unified nation was therefore essential. The portraits, flags, and shields peppered throughout the picture evoke Germany's various distinct parts. The prominence of the phrase "Einigkeit macht Stark" attempts an easy drawing together of these disparate parts and a smoothing over of regional differences. But embedded within it is the suggestion that unity is never quite guaranteed; it must always be sought after or fought for. Further, this phrase reveals a story about manhood that this image strives to tell. While the head of the cannoneer fits these three different but standardized bodies, and each one of these is ready to fill any number of roles, the viewer knows that Sauerbier's triple presence is a physical impossibility. Germany's distinct parts may be unified, but this singular individual has had to be multiplied and divided in order to mythologize his transformation from mere man into soldier. This photomontaged simultaneity permits him to be all that he can be, as a recent slogan for the United States' Army proclaimed. But it also gestures to his limitations with the suggestion that it would take three Sauerbiers to fulfill all that is expected of him as a gunner in the German Army. In some types of soldier portraits, photograph and romanticized landscape are brought together through another device: combined negatives that were used to make a single, uninterrupted photographic print. Most often in these a soldier appears in a figurative window, and the rest of the composition serves as both a narrative framing device to tell this man's story and as an actual frame for his photograph. In one such portrait from c. 1910 of a man whose name has not been recorded, the window through which we see him bears the organic asymmetry of Jugendstil, and it sprouts flowers that extend across the heavens (Fig. 4) . The constructed nature of the image is readily apparent through this whimsical framing of the portrait's sitter and in its overlyidealized landscape.
This landscape plays out a number of distinct scenes. Soldiers in an evergreen forest to the far left are tending a few canons. To the right, a peaceful town appears in the distance, and, just outside of it, an orderly troop of soldiers trains by marching through rolling fields.
The most prominent landscape element is the scene that dominates the lower third of the composition. Here identically uniformed and helmeted soldiers stand around chatting and striking relaxed poses; they are at ease, and no enemy is in sight. This is an enticing view of military service as a kind of pastoral and homosocial social hour. Unlike the large photographic portrait that dominates the composition, the faces of these soldiers in the landscape are obscured by distance or shadow, or by the fact that they stand with their backs to us. These compositional devices allow their identities to remain open. They are the fondly-recalled comrades of everyman, ready to serve in any man's portrait. Through its composition, this picture conveys a duel message of the peacefulness and equality of military life and the omnipotent specialness of the portrait's subject.
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Detail from the right of Figure 2 . 
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Unknown photographer, portrait of a soldier whose identity is also unknown. victorious German nation. The entire composition is framed in enameled metal text that gives the epaulette meaning: "Stolz kann ich sagen / dies Zeichen durft ich tragen" (Proudly I can say / I was allowed to wear this symbol). The epaulette shown here is a recreation of those that are painted in bright colors onto Hürter's shoulders in the photographic portrait.
The two lines of text call attention to the cardboard epaulette as a coded metonymic device.
It evokes the whole of this individual's military experience and his status as one of a group of soldiers. In addition to the epaulet, the portrait also recreates the fabric of the dragoon's uniform itself in the blue velvet upon which the portrait is assembled. Like an element in a saint's reliquary, this cloth has been emptied of its corporeal contents and enshrined, but it stands in to remind us of the once uniformed body.
A standard, youthful, and presumably heterosexual male body was an essential criterion for admission into the military. Even today, after the integration of women into many countries' militaries and, in the United States, the recent end of the so-called "don't ask, don't tell" policy throughout all branches of the armed services, an assumption of sameness still dominates. To be a soldier was and is in part predicated on being able to appear to conform to a group. This illusion of sameness was largely created through and made manifest in the wearing of uniforms. Because most of these portrait backgrounds would have been used for multiple men, these images took the uniform ideal a step further. 17 The male body is always identical for each man imaged through the use of a particular background composition. In creating a portrait in which a soldier's own body is replaced by one that is standardized, these images remove any corporeal particularities of height or weight, or even battle wounds. The portraits also parallel these men's situations in the military, where one body can be easily replaced with another, should the need arise.
While some of the men shown in the portraits that I discuss here may have served in relatively peaceful situations, many of them would have been involved in Germany's colonial wars or other conflicts up to and including World War I. Wars had the potential to further the military and imperial interests of Germany, but for individuals, they were highly risky affairs.
They taxed and often harmed the soldier's body and wreaked havoc on the countryside and on local populations. 18 Even for men who did not see combat, military life was not easy and came with the threat of danger. Thus the stories told by many of these combinatory portraits were not simply harmless fictions made to glorify an individual man's time of service; they also functioned as propaganda that was all the more effective because it was personal. These portraits might have been purchased for individuals, but they served the militaristic and expansionist monarchy, which required standardized and regimented male bodies in order to maintain its military strength in Europe and abroad.
The fragmentary nature of these portraits raises significant questions about how they would have been interpreted by viewers. Scholars have long argued that the disjointed surfaces and compositions of avant-garde photomontage encourage allegorical modes of 17 Because so many of these portraits and the studios' records have not been saved or are not catalogued in museum collections, it is currently impossible to determine the extent of print runs. However, from the existence of a number of specific types of images in multiple archives, we can be certain that they were popular and would have been made many times.
18 Robert Whalen thoughtfully explores the experiences of German soldiers who were victims of World War I in Bitter Wounds: German Victims of The Great War, 1914 -1939 (Ithaca: Cornell University Press, 1984 . viewing, which activate a spectator and render his or her gaze culturally critical. 19 Likewise, these soldier portraits have fractured hearts; their illusions are never complete. And yet they do not function in the same activating manner as avant-garde photomontages. The broken and combined nature of the soldier portraits would have engaged viewers, but through a process in which these viewers' understandings of family and nation would have been enlisted to create a personalized experience of propaganda. Rather than fostering a critical gaze, the images encouraged viewers to suspend disbelief, elect to overlook the portraits' broken surfaces, and see the represented men as perfect wholes augmented by their various parts.
In taking this leap, viewers would have been rewarded. They could believe that the perfect, uniformed body in front of them belonged to the loved one whose face was perched above it and that this individual really had, in fact, experienced a war that was as idyllic and peaceful as it was shown in the boiler-plate setting. These fragmentary portraits worked because photographers could count on a sympathetic viewing audience who would have been amenable to this Vergemütlichung of history. Ironically, it was the military service commemorated in these portraits that at times caused actual bodily fragmentation, the loss of limbs or even death. By World War I, it became commonplace for soldiers to end their service having been diminished or damaged by it in body, mind, or spirit.
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Postcards were another common and influential pictorial form that began to be used in Europe in the 1870s. 21 In military culture, they played an important role in a young man's time away from home, and they allowed for the exchange of small symbolic images among soldiers and with civilians that tapped into a larger discourse on the male body in the service of the militarized state. These postcards have multiple similarities to the soldier portraits.
Like them, the postcards were printed in series and then individually personalized; in the case of the postcards this happened through hand-written texts. And similar to the photobased portraits, these postcards often relied upon combinatory imagery or series of vignettes postcards and soldier portraits is that both, despite being very popular forms of visual culture and common objects of exchange, have been too little studied to this point. 22 
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Artist unknown, Gruss von der Musterung (Greetings from the Muster of the male body at the very start of military life. It is from this that we have the phrase "passing muster." The muster and subsequent basic training were a significant part of many men's lives in Germany of the Kaiserzeit; this was a time of alchemical change from civilian to soldier. Visual culture provided tools to create and maintain particular gendered ideals that supported these and other military institutions.
For example, in 1913, one trainee for Germany's quickly-growing navy sent a card titled Gruss von der Musterung (Greetings from the Muster) to his family (Fig. 6 ). In the upper left, the muster itself is significant as the only part of the composition that has its own title, "Vor der Commission" (Before the Commission). The half-naked bodies of two young, nearlyidentical recruits are shown in front of the well-staffed commission of uniformed men. The two recruits are being checked over carefully but respectfully; in the foreground a doctor listens to a recruit's heart, but he looks him in the eye. Despite its prominent label, the muster plays a relatively small part in the card's composition. This scene practically goes up in the smoke that comes out of one of the impressive-looking ships of the card's dominant image.
Here we see the young man already transformed into a sailor. It is clear that he has moved easily through various minor, barely-uncomfortable steps to pass muster, and has now climbed high in the rigging of his ship. He is triumphant and ready to serve the flag of the Imperial German Navy, which flies behind him. A sound male body and a good character will lead to nearly effortless success, the image suggests to the audience at home.
The following year, at the start of the First World War, the avant-garde artist Max
Beckmann would create an etching that showed a very different representation of the muster (Fig. 7) . In Beckmann's Musterung, five naked recruits are crowded together in an awkward group. At the right, a tall man covers his genitals and looks away from the short doctor in a dark uniform who is giving his body a painstakingly meticulous inspection. Despite the fact of the recruits' collective nudity, Beckmann's image emphasizes their difference from one another in height and girth and in the few aspects of individuality left to them, such as facial expression or hairstyle. The partial figure of a sixth recruit appears at the left side of the picture and disrobes clumsily. His presence seems to allude cynically to the endless supply of male bodies presumably waiting to enter the picture. Behind this figure, barely visible, is a bureaucrat seated at a desk. He notes down the man's personal and medical information, even as the latter already seems to have his pants around his ankles. That the recruit's arms are raised to struggle out of his undershirt gives him an almost comic look, like an inept thief who has been told to stick 'em up. Beckman's scene is cramped, cold, and unpleasant, and it
gives the lie to the standard propaganda images of the muster that appeared on postcards.
Works by many artists who served in World War I provide powerful expressions of the inhumanities and horrors that these artists witnessed or experienced, as Richard Cork has shown. 23 In these artists' images the male body is often represented not in the peaceful, mythic landscape or triumphant at sea, but in uncomfortable situations such as Beckmann's rendering of men at the Musterung or in a painting by Ernst Ludwig Kirchner in which naked Artillerymen in the Shower (1915) are being barked at by an officer. 24 That same year Kirchner also painted his even more jarring Self Portrait as a Soldier, in which he shows himself smoking and in uniform, but with a right forearm that is only a bloody stump.
Kirchner suffered no such injury during his service in the war. Rather, this symbolic amputation gives form to his war-damaged psyche and profound feelings of ambivalence 27 While it is beyond the scope of this study, it is important to note that photography played a much larger role in the First World War than it had in any previous war. Bodo von Dewetz argues that, although there was a high level of saturation of photography, certain-and often shifting-prohibitions against photographing or the censorship of photographs were in place in many areas during much of the war. Further he asserts that the authenticity and meaning of many First World War photographs is at times unclear. For example, images were often falsely labeled as having been taken at the front. Female allegories were common in military visual culture, and in many soldier portraits and military-themed postcards images of women appear as abstract symbols to invoke "home" or "nation." 29 Photographs of women dressed as Germania, an allegory of the German nation, appeared frequently in war chronicles, within soldier portraits, and on postcards. One card from the First World War, sent in 1915, shows a crowned woman with streaming blond hair standing before the German flag (Fig. 8) . In a card from approximately 1907 titled Zukunfts-Bilder der Kanoniere (Pictures from the Future of the Cannoneers), the central image shows the muster dominated by the improbable scene of two attractive women doing eye tests in their bloomers (Fig. 9 ). As was typical in traditional postcards showing men at the muster, here too we see a woman having her height measured. Or rather she has removed all but her underclothing and the top of a measuring stick brushes her bun, but the attending doctor looks down at her scantily-clad body, rather than up to note her stature. The other portions of the card provide a series of four cartoon vignettes that echo those at the bottom of Sauerbier's portrait. But each of these small Zukunfts-Bilder puts a new, gendered spin on the scene. The upper left picture, "Fire!" shows a group of uniformed women operating a heavy cannon. The woman with her back to us in the center is cool and collected, and there is a touch of the dominatrix about her with her high boots and unsheathed sword. But those at the right cover their tender ears to show that they are simply too sensitive for such work.
The picture to the lower left, "Abschied" (Leave Taking), reveals an even more twisted development in modern womanhood. In contrast to the warm welcome that the male cannoneers receive in the farthest right of Sauerbier's vignettes, this sad future picture
Figure 9
Artist unknown, Zukunfts-Bilder der Kanoniere (Pictures from the Future of the Cannoneers shows only a stiff handshake between man and wife as the female cannoneer departs for duty. She abandons her emasculated husband with the children, who she flatly ignores as they reach for her. Rather than comforting the distressed tots, this mother's free hand rests on her sword. Overall, this postcard gives glimpses of a future dystopia to show the hilarious impossibility and utter wrongness of women attempting to fit into what are shown by negative example as decidedly male roles.
A 1908 postcard from this series is labeled "schwere Reiterei!" or "Heavy Cavalry!" (Fig.   10 ). The upper and lower portions of the composition are separated by the title Zukunftsbild 
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Ein gender; they also acted as a form of evidence for the truism that men's bodies fit a standard which women's bodies never could. That these messages could be personalized-with the addition of a photograph to a portrait or with a note on the back of a postcard-made them all the more powerful. As soldiers subsequently had to be turned out on the massive scale necessary for the First World War, so postcards were printed in larger quantities to be sent as families and friends were parted in the name of military victory. 39 The Weimar Republic is well known for its vibrant culture that opened up gender codes and for its experimental mixture of "Glitter and Doom," as a recent exhibition put it. 40 One new but frequent sight from this time were the wounded veterans who sometimes wore their uniforms to remind others of the cause for which they had sacrificed. 41 This interim period between the First World War and the rise of National Socialism saw women achieve the vote, participate in politics, and experience cultural freedom and independence as never before.
Yet 1933 would see a sharp turn back to traditions, particularly those that furthered the goals of the National Socialist state. Again there was a frequent emphasis on the construction of women as polar opposites to men and as inherently linked to the home. And yet, during the First World War, women under Nazism were also permitted to engage in the noble tradition of donning uniforms if necessity seemed to dictate it. 42 It will surprise few to read that uniforms again became an essential way of defining masculinity under the National Socialists. But there is a twist on the return to this tradition.
As Cary Nathenson asserts in his cogent analysis of the film comedy Quax, der Bruchpilot (Crash Pilot Quax, 1941) , the uniformed male body of National Socialism "reflects more strongly Nazi racial theory and its conception of the true nature of Germans." 43 In Quax, the pilot's uniform allows Michael-the main character who begins the film as a poet and a bumbler who is afraid to fly-to become a real man. He is only able to do so, however, because he already has an as-yet untapped core of German masculinity. As viewers, we know this because when Michael is first checked over by the flying school's physician to see if he passes muster, he "scores off the charts in every category." 44 When the school's tough 39 While it is beyond the scope of this essay, it is worth noting that at this time a popular fascination on the part of the German public with soldiers from around the world. Andrew Evans has argued that the First World War was a turning point in German anthropology, for it was then that anthropologists began routinely to study and photograph the bodies of foreign POWs in order to detect racial difference and map racial types onto ideas of nation. See Andrew Evans, Anthropology instructor puts him into a uniform and makes him fly planes alone, he is terrified. But as he comes to know himself-Germany, awake!-he blossoms into a man of action and a stellar pilot who never wants to return to his former, un-manly life again. 45 The images that I have discussed in this essay play out performances of masculinity and femininity as gendered polarities that strive to maintain norms. But in their striving, these pictures also reveal the constructs that made them. Judith Butler has famously pointed out that there is a lot at stake in the relationship between gender construction and political realities; "[t]he foundationalist reasoning of identity politics tends to assume that an identity must first be in place in order for political interests to be elaborated and, subsequently, political action to be taken. My argument is that there need not be a 'doer behind the deed,' but that the 'doer' is variably constructed in and through the deed." 46 In "doing" masculinity and femininity, these popular forms of militaria helped to reify the soldier as the truest form of manhood. Thus a tautology was born that all men were born to serve in the military and that such service made the man. This tautology paved the way for an ever-expanding military machine in Germany.
Even as photomontage and printing techniques allowed for the creation of new visions of ideal masculinity, these forms potentially provided space for an interruption in the process of construction. While Butler shows how structures of gender come to be, her argument is also potentially liberating, in that she proposes parody as a potential site of intervention in the truism of gender. 47 We might also consider some of the images that I have analyzed as having offered a chance for such interventions. For, like parody, these representations also create a failed copy of a nonexistent original, the simulacrum of gender. The montage of an individual's photograph into a mechanically reproduced background would have given viewers the chance to see the built nature of these masculinities and to glimpse the emptiness of such gendered ideals. These portraits struggle to integrate specific individuals into fantastical scenes, and they never quite succeed at doing so. Their compositions are unlikely, and their picture planes are irregular. They rely on photography's indexicality to create a likeness of a soldier, but the rest of the image cannot follow through, and the reality effect is jarringly interrupted. Therefore even as the images' technical shortcomings might create space to engage sympathetic viewers, who would exert themselves all the more to believe in their truths, dissonant readings also lie very close to their surfaces.
A complex system of visual imagery developed around the uniformed male body, and these codes served to cover over differences and unify members of military units. These pictures argued that one of the defining elements of masculinity was sameness to other men and difference from women and the female body. Thus personal portraits and humorous postcards argued for the strict maintenance of ever-more conservative gender ideals even as they revealed military masculinity to be an anxious construct that might crumble without constant support. Any documented case of photomontage having realized its powerful potential to interrupt the standardized ideals of military masculinity would have to wait until after the First World War for Dada, the Bauhaus, and constructivism. Members of the avant-45 Nathenson notes that the Archangel Michael was an allegorical figure linked to Germany and thus this name was a highly legible stand-in for the German everyman and for Germany itself.
46 Butler, Gender Trouble: Feminism and the Subversion of Identity, 144-47.
47 "As the effects of a subtle and politically enforced performativity, gender is an 'act' as it were, that is open to splittings, self-parody, self-criticism and those hyperbolic exhibitions of 'the natural' that, in their very exaggeration, reveal its fundamentally phantasmatic status." Butler, Gender Trouble: Feminism and the Subversion of Identity, 148.
